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PREFACE

Deliverance 15 not for me in renunciation
I feel the embrace of freedom 1n a
thousand bands of delight

Rabindranath Tagore
Grtangalt 73

Jayadeva's dramatic lyrical poem Getagornda 1s a unique work 1n Indian
Isterature and a source of religiogs 1nspiration n both m:ﬂ:va! and con-
temporary Vaishnavism The poem 1s dedicated 1n devoton to the g—éd
Kunshna It concentrates on Krishna's Jove with the cowherdess Radhi in
a nte of spring Intense earthly passion 1s the example Jayadeva uses to
express the complexiues of divine and human love
Ithough the poem ongnated in eastern India in the twelfth century

and remains most popular there, 1t spread throughout the subcontinent in
the centurtes following its composition As carly as the thirteenth cen
tury 1t was quoted 1 a temple nscription in Gujarat, 1n western India
Established traditions of commentary and manuscripts exist 1n every part
of India Its songs are an important part of the devotional music-and
Interature of Qnssa, Bengal_and South India ‘The songs were introduced
into Kerala m_zmb—— enth century and are sull sung in temples there
Poruons of the poem represent one of the major subjects 1 medteval
Rajput painting

Cnitical acclaim of the poem has been high, but its frank eroucism has
led many Indian commentators to interpret the love between Ridhi and
Krshna as an allwlmwﬂls_[t)lc_for God The condcmna
tion of Jayadevas eroticism made by the seventeenth-century esthetiian
Jagannitha in his Rasagangadhara (Kivyamili 12, Bombay, 1888, P 52)
15 exceptional Learned and popular audiences in India and elsewhere have
continued to appreciate the emotional lynicism the poem expresses in ats
variations on the theme of separated lovers’ passion {
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Commenting on F. H. van Dalberg’s German rendering of the Gita-
govinda, G;oglle wrote, “What struck me as remarkable are the extremely
varied motives by which an extremely simple subject is made endless”
(note to Schiler dated Jan, 22, 1802, quoted from Correspondence be-
tween Goethe and Schiller, translated by L. D. Schmitz, London, 190,
vol. 2, p. 395). Dalberg's version was based on the first English translation
of the Gitagorinda by William Jones, published in the Transactions of
the Asiatic Society, Caleutta, in 1792 and reprinted in London in Asiarik
Rescarches, 3 (1799), 385-207. A verse translation by the German poet
Friedrich Riickert, begun in 1829 and revised according to the edited
Sanskrit text and Latin translation of C. Lassen (Bonn, 1836), appeared
in Zettschrift fiir die Kunde des Morgenlandes, 1 (Gottingen, 1837), 128 ff.

The poem has also been translated into most modern Indian languages
and many other modern European languages, Notable English versions
include E_éﬂl_/_&_mnld's The Indian Song of Songs (London, 1873);
George Keyt's Sré Jayadeva’s Gite Govinda: The Loves of Krspa and

Ridki (Borr Soertayos '~ " Tke Gita Govinda
of Jayadeva »ophical rendering,

The Song o] Luvne 1wove (Mauas, 19v2), ahd Monica Varma's “trans-
creation,” The Gita Govinda of Jayadeva, published by Writers Work-
shop (Calcutta, 1968).

My own interest in the Gitagovinda began when I heard it sung in
Orissi style in the home of Sulakshana and Debi Prasanna Pattanayak in
Poona in 1966 and attempted to translate some of the songs. None of the
available translations seemed to convey the literary-richness or the rcli-
gious significance of the original. My carly work toward a verse transla-
tion of the poem convinced me that my English version should be based
on a critical edution of the text and an extensive study of the traditions
associated with the poem at various levels of Indian culture.

While 1 have coficentrated my effort on textual aspects of the Gira-
govinda, 1 have also gathered and studied substantial material relevant
tto its cultural contexts. I have heard and recorded the songs of the poem

in different musical versions in Orissa, Bengal, Bihar, Madras, Mysore,
and Kerala, as well as Nepal. Because of the role of the songs in the
nightly worship of the deity in Jagannatha Temple at Puri, they arc ven-
erated and sung throughout Orissa. Therr performance is an essential as-
pect of Orissi dance, which has developed through the religious art of
temple dancers called Maharis who syl dance Gitagovinda songs beforc
Jagannatha. The significance of the legendary Uife of Jayadeva that identi-
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fies the poet’s muse as a temple dancer of Puri is discussed in the first sec-
tion of my introduction. I have learned much about the emotional content
of the poem from watching Sanjukta Panigrahi and Ritha Devi perform
Gitagovinda songs in Orissi style. I spent many pleasant hours in Cut-
tack in consultation with Kalicharan Patnaik and Akshaya Mohanty
discussing and listening to the music of Giragovinda. A scventeenth-
century palm-leaf manuscript of the text, with the commentary Sarvdriga-

sundari and superb illustrations, was examined in the collection of Kali
Charan.

llln Bengal, the singing of Gitagovinda is especially prominent at an
nnual spring fair in the village of Kenduli in Birbhum dustrict, which
is identified as the birthplace of Jayadeva in Bengali tradition. The in-
fluence of the poem on the devotional music of Bengal is analyzed in an
article by Swami Prajnananada entitled “The Gitagovinda-padagina in
!!hc Background of the Paddvali-kirtan of Bengal,” published in the Jour-
nal of the Music Academy, Madras, 36 (1965), 176-82.

In Nepal, the Gitagovinda is sung during the spring celebration in
honor of the goddess Sarasvati, in which worship is offered to the god of
love, Kimadeva, and hss consort. 1 did not hear an actual performance,
but learned about it 1n a talk with the father of my friend Dr. Prasanna

Chandra Gautam, who read the description and chanted a portion of the .
poem from his brahman family’s old manual of annual ceremonies, en-
titled Varstkavratapaddhati. In the Bir Library collection in the National
Archives 1n Kathmandu, 1 found the earliest known r_n‘lnlgs/c[ipts‘/of the
Gitagovinda, dated 567 and 616 1n the Nepali era (ca. w\?g@.
Norvin Hein discusses the theatrical rendering of the Gitagovinda in
regions where Sikta influence prevails, with special reference to its per-
formance in Nepal and Bihar (The Miracle Plays of Mathurd, New
Haven, 1972, pp. 267-71). He quotes the account of Sylvain Lévi of an
evening performance by popular players in Kathmandu on March 7, 1898,
in which the plot and songs were based on the Gitagovinda.

{ In much of South India the poem is sung according to the classical
Karnatc system of music. An edition of the text with musical notation
\according to this system by Semmangudi R. Sreenivasa Iyer was pub-
lished by the Sanskrit College Committee, Tripunithura, Kerala, in 1963.
The text is prefaced by this note: “Ashtapadi, as the poem is popularly

known, is sung daily in_many of the temples of Kerala, as the pious

Hindus confider it a devotional song of the highest order. It is also sung
invariably during Kathakali performances, But the way of singing in

Preface xi




English version of Jayadeva’s poetry. The discussions are supplemented by
extensive bibliographic and textual notes, Because the bibliography differs
so much from section to section, no general list of references is given, In
preparing both the glossary and the introduction, as well as the transla-
tion itself, I have depended heavily on the interpretations and analyses of
various s. The ¢ of selected commentaries are de-
scribed as part of the evidence for the ritical edition. References to variant
interpretations of ambiguous phrases and technical terms are found in the
glossary and the notes to the introduction.

The research for this book has taken me to India three times. My
search for manuscripts in the summer of 1971 was suppon;tcd by grants
from the National Endowment for the Himanities and the American
Philosophical Socicty. A grant from the American Council of Learned
Societies enabled me to spend time in Madras and Orissa in January 1973
to consult manuscripts in the Adyar Library, the Orissa State Museum,
and the Raghunandan Library, and to experieice performances of the
Gitagovinda. My residence at Mysore University during the winter of
1974-75 was supported by the American Institute of Indian Studies. A
Guggenheim Fellowship for “A Textual and Contextual Study of Med:-
eval Sanskrit Poctry and its Modern Interpretations” gave me time to
consider the Gitagovinda in the broader context of medieval literature and
to explore theories of the relationship between religion and art in Indian
civilization. It also enabled me to work 1n Nepal in the autumn of 1974.

In the five years 1 have spent gathering and preparing the Gitagovinda
material for publication, many people have given me invaluable help. My
speaal thanks are to the Pattanayaks, who have often shared with me and
my family the warmth and cultural Le of their home. My formal af-
filiation at Mysore University was with the Central Institute of Indian
Languages, of which Dr. Pattanayak 1s the director;
institute greatly facilitated {ny work. In Mysore, 1 was also helped by

rescarch scholars at the Oriental Insutute and the Office of the Chief

Epigraphist. I enjoyed many hours at the Oriental Insn

Sanskrit kdvya and analyzing aspects of the Gitagoysn

Nagaraja Rao, It was under his supervision that the De

my critical edition yas typeset at Sree Kantha Power Py

the Sanskrit newspaper Sudbarmi. Without tus graciou:
would not be in its present form. Thanks are due to

Lynn Bennett, and Gabriel Campbell for their help »

tifying the Nepali materials that have been so central

the resources of the

tute discussing
da with H, V.
vanagas text of
ess, publishers of
s help, this book
Theodore Riccardi,
0 locating and jden-
1 to my enitical text;
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and also to Neil Grods, who patiently collated the references for the
glossary. '

T am indebted to Daniel H. H. Ingalls for the example of his own work
and for his encouragement of this translation through the endless revi-
sions I submitted to his attention. For their generous and detailed criti-
cism at various stages of the translation, I thank Susan Bergholz, Edwin
Gerow, Jeffrey Masson, Agueda Pizarro, David Rubin, Burton Watson,
and my husband James, William Bernhardt, Karen Mitchell, and Andrée
Mounier of Columbia University Press have all contributed to the con-
ception and form of the book; 1 appreciate their skills and standards.

James and Gwenn have shared my travels in the Indian subcontinent
and much of my adventure in studying the Gitagovinda. Their apprecia-
tion for the music of Jayadeva's poem and for my involvement with it
have made this work pleasurable.

Barbara Stoler  Miller
NEW YORK, 1976
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A NOTE ON SANSKRIT PRONUNCIATION

In reading Sanskrit words, the accent is usually placed on the penultimate
syllable when this is long; otherwise it is placed on the antepenultimate,
A syllable is long if it contains a long vowel (4, 7, ), a diphthong
(¢, o, ai, an), or a vowel followed by more than one consonant. It should
be noted that the aspirated consonants k%, g#, ch, jh, th, dh, ph, bk, and
so on are idered single cc in the Sanskrit alphabet.

Vowels are given their full value, as in Italian or German:

as 1 in cut

as a in father

as¢in pst

as # in machme

as u in put

as ¢ in rule -~

a short vowel; as r7 in river

as ay in say

i asafinassle

aso1n go

as ow 1N cow

nasalizes and lengthens the preceding vowel

a rough breathing, replacing an onginal s or r; lengthens
the preceding vowel and occurs only at the end of a sylla-
ble or word

E- T e YO -1

8 og A
5

™~

Most consonants are analogous to the English, if the distinction be-
tween d and spirated ¢ is observed; for example,
the aspirated consonants 24 and ph must never be pronounced as jn
English #hin and phial, but as 1n hothouse and shepherd. (Similarly, k4,
gh, ch, 1k, dh, bh.) The differences between the Sanskrit “cesebral” ¢, 24,
d, dh, p, and “dental” ¢, th, d, d&, n are another distinctive feature of the
language. The dentals are formed with the tongue against the ceeth, the
cerebrals with the tongue turned back along the palate. Note also:

g asgngoat
n asninwnk, or sing
¢ asch in church

Sanskrit Pronunciation xix



1 Jayadeva: The Wandering Poct

Jayadeva, wandering king of bards
Who sing at Padmivati’s lotus feet,
Was obsessed in his heart

By rhythms of the goddess of speech,
And he made this lyrical poem

From tales of the passionate play
When Krishna loved §ri.

Jayadeva, the poet’s signature in the Gifagovinda, 1s the name by which
he 15 known as a poet-saint in Indian tradition.? It is a name he shares
with Krishna, the divine hero of his poem; he invokes Krishna in the
second song with the refrain zaya jayadeva hare, “Triumph, God of Tri-
umph, Hari!” In the context where the poct’s name becomes an epithet of
Krishna, the name 1n turn gans a dimension of sacred meanng. The lis-
tener 1s reminded of Jayadeva’s special relatton to Krishna as his name is
repeated 1n the signature verse that ends each song.
The lyMMm of the Gitagovinda earned sainthood for
ned saint;
Jayadeva and a wide audience for fus poem. All versions df the legend
that sanctifies Jayadeva’s life say that he was born 1 a brahman family
and that he became an accomplished student of Sanskrit and a §l:i$llcd
poet.? However, he abandoned scholarship at a young age and adopted an
ascetic life, devoung himself to God. As a wandering mendicant, he
would not rest under one tree for more than a night for fear that attach-
ment l()dﬁlc place mminc life ended when a
brahman of Purt insisted that j’aEnnitha, “Lord of the World,” himself
riage of Jayadeva with the brahman’s daughter

had orda*irfgh/l}_lf_mﬂr
Padmivaty, who was dedicated as a danang gurl in the temple. Padmavati
servéd fier husband and he shared her devotion to Jagannatha, As Jayadeva

composed, she danced—thus the Gitagovinda. In the process of writing
llmconcewed the chnmxofv,_ﬂ‘r%s_‘s’wﬂncadm to
Radh3 as a command for Radhi to place her foot on Krishna's head 1n a
symbolic gesture of victory (X8)- BuWomplc:c the

couplet, in deference to Krishna He went to bathe and in his absence
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Krishna appeared in his guise to winte the couplet; then Knshna ate the
food Padmavati had prepared for Jayadeva and left. When Jayadeva re-
Torned, he realized that he had received divine grace 1n exalung Krishna's
loving relation to Radha.

Various local versions of this legend have grown into conflicting tradi-
tions about Jayadeva’s place of birth and region of poctic activity, Modern
scholars of Bengal, Orissa, and Mithila have put forth claims locating the
village of his birth 1n their respective regions. Two strong traditions say
that the “Kindubilva'™cited Tn the Gitagoesnda (I1L10) is cither a village
near Puri in Orissa or a village in the modern Birbhum dustrict of Bengal.
A Third tradition identifies the villagw in
Muthila as Jayadeva's birthplace. The argument is well known and has
Been summarized 1n favor of Jayadeva's Bengali origins 1n a recent mono-
graph by Suniti Kumar Chatterji.* Although the Bengali position remains
tenuous, both legends and historical documents suggest ‘that Jayadeva
lived and composed in eastern India during the latter half of the twelfth

e e
cehtury.

The dating of Jayadeva's literary actwvity is established by the composite
evidence of vanious literary and historscal documents. Most prominent is
the presence of verses atiributed to Jayadeva 1n_Scidharadisa’s Saduksi-
karnamrta, an anthology compiled 1n Bengal in Ap. 1205 (S3ka era
1127), at the end of the rexgn of Laksmanasena, who ruled about a.n. 117
12054 Among The thirty verses attributed to Jayadeva in . C. Banerp's
€dition of the antholGgy, two are 1n the enucal text of the Gitagovinda®

In the Gitagovinda (1.3), Jayadeva compares himself with poets named
Tlo.= o Jt " -~ “ 1T

~0y? all of whom are quoted

S c -ourt eptc entstled Pagzgdﬂm,

cripery Lo gauinny w e o+ by Laksmanasena into the

south” The other poets are less directly associated with Laksmanasena,
but their wotks relate them to the period and region of his reign®

It seems clear from the contents of the Sadukttkarnamria and from the

mscripions of Laksmanasena that the king was g patron of Sanskrit

learming and of Vaishnavism The Senas were

Karpatic kin;
ang.! 08 were Rarpatic kings who em-
ployed Sanskrt for thewr officral documents, the standard practice 1n

North India at this tme.” The inserptions of Laksmanasena open with
an invocation to Vishnu (aurir aum namo nardyandya)
as had been the practice of his predecessors, The kin
epithet “Highest Vaishnava™ (paramavaisnava) 10
Sanskrit learning and the highly syncretic Vaishna

mstead of to Siva,
g 15 described by the
A court that promoted
va worship of this ume

Introduction 4



would have provided an appreciative audience for the Gitagovinda. It is im-
possible to know whether Jayadeva composed the work at Laksmanasena's
court; perhaps he composed it clsewhere.and performed it there.

The South Indian Vaishnava devotional cults that were influential in
Bengal in the wwelfth century were equally active in Orissa. Traditional
accounts record that Rimipuja, the great Vedinta philosopher and apostle
of the Srivaishnava cult, visited Puri in the early part of the twelfth cen-
tury and established a school there. It is claimed that he met and influs
enced the King of Puri and worked toiftroduce the ritual of Stivaishnavism
into the Jagannitha temple, against the strong opposition of resident Saiva
pricsts.’? The king whom he met was probably Anantavarman Choda-
gangadeva, the Gaiga king who ruled in Orissa about a.p. 1078-1147.
Liter Ganga records suggest that Chodagangadeva initiated major con-
struction of the Jagannitha temple, which was completed during the
reign of his grandson Anafgabhimadeva in the late twelfth century.
From the evidence of hus inscriptions, Chodagarigadeva, like Lak
{of Bengal, came under Vaishnava influence. Two sets of copperplate in-
scriptions illustrate the shift in his scctarian allegiance. In ap. 1081 (§3ka
era 1003), Chodagangadeva expressed traditional Ganga devotion to Siva
by granting land to support worship of Réjardjefvara, a name of Siva. In
ap. 1118 (§3ka era 1040), 1n a grant of land to a brahman named
Madhava, his inscription begins with an invocation to Laksmi, and the
king is described as “Highest Vashnava® (paramavaisnava). Temple
records show that since the Wﬁtha has been
continuously worshipped as the supreme form of Vishnu, whose power is
expressed through the energy of his consort, Laksmi or §r1.32 :

Although the legend of Jayadeva’s life has no historical value, it does
tell us that 1n the course of his wandenngs Jayadeva visited Puri, where
he came under the 1nfluence of the Jagannitha cult and Tormed a special
relationship with Padmivati. The 1dentification of Padmivati as Jayadeva's
wife 15 not supported by eiher of the early commentators on the

Gitagovinda. Both Marﬂkjjn@kama identify Padmavari (12;
Xg; XLa1), or}’_’_'a'dﬂul.zs), as names of Knishna's divine consort Sri

(125 123), or Laksmi (Xl22); Who is also called Kamald (L17) in the
poem. The "miri_ag%igf_laaésxgj_ﬂdjadmivm in the legend may be
a veled allusion to” hus iniuation in the Srivaishnava cult that was es-
tabiished in Pun under Ramanua's influence, The role of Krishaa's cow-
herdess consort Radhd in the Gifagovinda takes its cosnfic significance

from the can&ﬁ/:yifharccurrcm references to:Srf,_ Jayadeva’s_use of the
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epithet Jagadifa, “Lord of the World,” for Krishna in the first song is too
similar 0 Jagannitha to be accidental—the Gitagovinda may well have
taken shape in the richly syncretic environment in Puri in the twelfth
century.!?
By the fifteenth century, the Gitagovinda was sufficiently popular in
—_— - ey
‘Puri to be incorporated into thecritual of the Jagannitha temple. An in-

scription located on the Ieft~side of the Jayavijaya doorway, written in

Oriya language and script and dated A.ngg, prescribes the performance
of the Gitagovinda in the temple.* An English translation of the inscrip-
tion reads:

On Wednesday the tenth lunar year of Kakada, bright half in the ninth
mark of the warrior, the clephantlord, the mghty Prataparudradeva
Mahardja, king over Gauda and the ninety millions of Karnita and Kala-
bacaga, arders as fallaws: “Dancing, will be performed thus at the tiroe 1
of food-offerings (bhoga) to the Elder Lord (Balarima) and the Lord of
the Gitagovinda (Jagannitha). This dancing will continue from the end
of the deities’ evening meal to their bedtime meal. The dancing group of
the Elder Lord, the female dancers of Losd Kapilefvara, and the ancient
dancing group of Telangana will all learn no song other than the Gitago-
vinda from the Elder Lord. Aum. They will sing no other song. No other
dance should be performed before the great God. In addition to the danc-
ing, there will be four singers who will sing only the Gitagovinda. ‘Those
who are not versed in singing the Gitagovsnda will follow in chorus—they
should learn no other song. Any temple offici2l who knowingly allows any
other song or dance to be performed is hostile to Jagannitha.”

In the early sixteenth century, the great Vaishnava mysuc Caitanya
made a pilgrimage to Puri and settled there. It is recorded 1n the spirrtual
biography of Caitanya by Krspadasa Kaviraja, entitled Castanyacaritamrea,
that Caitanya derived great Htagoyinda, as well as
the songs of the'Bengal poet Candidasa and the Maithili poet Vidyapaut®
There is no reference to the ongin of Caitanya’s devotion to the songs of
the Gitagovinda, but 1t 1s hikely that he heard them 1n the temple of

agannitha. His love for Jayadeva's songs led to the canomzation of the

Gitagovinda within—the Vaishnava Sahapyd cult and sts interpretation
&Co) tq t es6F Bengalh Va vism.'® Bahajiyd tradion

claims Jayadeva as a practicer of its unorthodox ritual and the “original

preceptor” (ddigurue) of the cult)” Jayadeva's rtual practice 15 not re.
vealed by hus foem, but the place of his songs in the Cattanya cult comple-

ments the Oriya tradition that nightly performance of the songs 1n wor-

—————
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ship of Jagannitha at Puri has been continuous for more than seven hun-
dred ycars.!®
By the end of the thirteenth century, the Gitagovinda was known in
[\vcstcm India. A stone inscription of Mahirija Sirafigadeya Vigheld of
Anahillapattan, dated Ab. 1291 (Vikrama era 1348), opens with Jayadeva’s
invocation to Krishna in his ten incarnate forms (1.16).}* The inscription
records the levying of a revised tax on the inhabitants of Palhanapura
(modern Palanpur) to defray the expenses of temple offerings to Krishna,
The Gitagovinda was probably b&lghm&gﬂﬂg&mﬁg@grims
who heard it at Puri or some other eastern center of the Krishna cult,
Further evidence of the poem’s wide dissemination in the centuries fol-
lowing its composition includes the existence of one palm-leaf manuscript
in Newari hooked characters dated ca. ap. 1447 (Nepali era 567) and
another in Newan: script dated ca. Ab. 1496 (Nepali era 616).%° The text
of "this version accords well with the text on which Minidka based his
simple commentary. The fifteenth-century date given to an early paper
ipt of the Gitagovinda, accompanied by Manirika's commentary
and illustrated with paintings of the ten incarnations of Krishna in the
Glﬂ"agi__ﬂjlc of the mid-fifteenth century, 1s corroborated by the date, ca.
AD. 1512 (sarhvat 1569), on another manuscript of Manarika’s commen-
tary.?* The literary critical commentary of Kumbhakarna, called Rasika-
priya, is dated the mid-fiftcenth century according 1o the dates of the
raler of Mewar named 1%9@11_&%%8), with whom the
commentator is identificd 2 By the sixteenth century Jayadeva’s poem was
recogmzed throughout northern Indm for the intensity of 1ts poetic and

its religious expression.

2 The Lyrical Structure of Jayadeva’s Poem

The Gitagovinda, deccpuvely simple in 1ts surface beauty, has a wealth of
meaning cmbedded in structurally intricate forms and concepts dra.wn
from various levels of Indran literary tradution. In the process of preparing
this textual analysis and translation, I have come to appreciate how mas-
terfully Jayadeva inte! atic elements to create a

work of high arg and religious intensity that remains appealing to popular

audhences throughout the Indian subcontinent. In order to translate the
Ly

e —
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the Gitagovinda, twelve different syllabic meters occur? Tht.:rc are also
three verses in the moric meter Aryd (VLr; VIL2; 1Xur), Aryd is the
most extensively used moric meter in Sanskrit poctry. It is the charac-
teristic meter of poctry in Prikrit dialects of the classical period,. ex-
fcmp\iﬁcd by the contents of Hila's anmhology, the Satasei'® and by
Prakrit verses in Sanskrit dramas. Although the classical Aryd meter is
organized in terms of beat and measure, like the songs of the Gitagovinda,
its formal articulation makes it distinct from the types of measured meters
that order the songs.™*

In comparison with the compact form and contained grammar of the
classical kvya verses, the structure of the songs is broader and more com-
plex. A composite pattern of three interdependent formal units is repeated
in each of the twenty-four songs!? The fixed unit in cach song is the
dhruvapada, 2 “cefrain” that is repeated after each couplet; it is the stable
unit of sound and meaning in the song. Its content provides a context for
the descriptive details of the couplets and intensifies their meaning.
Where the dhruvapada contains the grammatical subject to which descrip-
tive compounds and phrases refer, it resolves the “dangling” syntax of the
couplets. The reframns are characterized by syntactic simplicity and a core
vocabulary of recurnng words that suggest correspondences between
Radha and Krishna at different stages of their scparation. Just as a refrain
unifies a song, the network of refrains unifies the poem.

The varying unit in each song is the pada, a stanza that is one of 2
scries of rhymed couplets occuring in a particular moric metrical pattern,
From this comes the designation of the songs as padavals, “stanza-series,”

a term that Jayadeva introduces in the Gitagosnda (14). Since the
stanzas usually number eight, the songs are also referred to as astapads,
“ecight-stanza song.”

The final formal unit 15 the bhapiza, the last pada in each song. Each
bhansta repeats the poet’s signature, Jayadeva, and usually some form of
the root 'V bhan, which means “saying” or “singing.” This stanza re.

affirms the f‘\ﬁinirxzs of the poet’s creative actuvity and the audience’s es-
lhc.nc experience to the developing erotic relanonship between Radhi and
Kr}shna. 3 funcl.lons 1 each song to give the perspective of esthetic and
religious ptr.ccptmn to the emotional ntensity of the preceding stanzas
and the refrain.
. The system of monc meters in the Gitagovindy songs gives the poem
its ‘;h)l"dlmlc# structure. A particular meter relates couplets within a song,
and the metrical system relates the songs to one another, Jayadeva's skill-

———
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ful variation of a few selected metrical patterns sustains the aural appeal
of his long poem. .

As I have already suggested, the moric meters of the songs contrast with
the traditional moric meters like Aryd in several ways, The severely re-
stricted occurrence of heavy syllables is most striking, Heavy syllables are
relatively rare in the songs; they arc limited mainly to initial position
within the gana units and to the ends of lines. This gives the songs their
liing quality and definite rhythmical beat. The rhythmical element is
further emphasized by repetitious sound patterns of alliteration, assonance,
consonance, and end rhyme. These devices are all used in earlier Sanskrit
literature, but nowhere else with the persistence that characterizes the
Gitagovinda.

The meters of the songs and the mode of their articulation clearly re-
semble the meters of medieval poetry in the vernacular languages known
as Apabhrarhéa. Although few of Jayadeva's meters are specifically iden-
tifiable with those known from erther Jamn Apabhrarhéa poetry of western *
India or Buddhist Caryipada poetry of eastern India, the predominant
metrical pattern of the songs corresponds with the basic rhythmic design
of such non-Sansknt medieval poetry. The correspondence had led
scholars like Tischel, Renou, and Chatterji to suggest that the songs, or
even the entire poem, were onginally composed 1 Apabhrarnéa and then
translated into Sanskrit.’® A close reading of the songs and a comparison
of the songs with the kdvya verses m the poem suggest instead that”

Jayadeva adapted the musical morc meters of vernacular poetry in order
to create 2 medium of song within conventional poetic Sanskrit. If one
analyzes Jayadeva's style in terms of meter, ornamentation, and structure,
the classical elements drawn from Sanskric and Prikrit sources are as
sigmficant to the songs as the Apabhrarhfa meters. Jayadeva’s adaptation
of Apabhratnéa meters to Sansknt 15 not an solated phenomenon. It is
the most sustained and successful of several such experiments that are
known from the tenth century and after, when the bonds of classical

Sanskrit hiterature were loosened by attempts to broaden 1ts appeal M

The most prominent meter 1n the Gitagowsnda songs repeats a paz.tern
of couplets structured 1nto lines of seven four-beat measures, exemplified
by the opening couplet of the third song (I27):%*

lalttala|vangala|idpars|filana) |malayasa|msire|
dhukara|nikarakalramb |koksla|kiipta|kusipaku]sire ||
[T MU PRI EINPN) ENERD) NSNRRT|
A OIS I ENUNS PN BN P |
————
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"This meter and its variants, which maintain the four-beat measure, govern
nincteen of the twenty-four songs in the Gitagorinda® The d
metrical unit of the songs refects the four-beat subdivision of the most
common rhythmical pattern (sdla) of both Hindusthani and Karnatic
classical music. The meter of a song can provide the rhythmical com-
ponent of the song's music. It scems significant that no #dfa designations
are given in two of the oldest manuscripts of the Gitagovinda, though
cach song in these manuscripts is defined by the name of a melodic pat-
tern (rdga). Where tdla names do accompany rdga names in other manu-
scripts, there is enarmous variability with regard to the 73la names.*

Most of the refrains are in moric metrical patterns that maintain the
same measured beat as that of the associated couplets.!® They generally
contrast with the couplets in length only. Refrains usually consist of one
line or two rhyming lines of unequal length. The rhythmic cadences of
the refrains tend to be heavier than those of the couplets, thus giving
their words greater emphasis.'®

Rhyme, in its several varictics, highlights the rhythmic patterns of the
songs. Alliteration (ansprdsa) in Sanskrit poctry involves the echo of re-
peated sounds in a line; 1t is not limited to the initial sounds of words.
Alliteration is the thyming device most commonly used to produce
emphasis and euphony 1n classical kdrya®® In the Gitagovinda allterative
combinations of consonants and vowels reinforce the meters and the
sensuous imagery of the songs. They often contribute to the rhythmical

complexity of a hne by forcing syllables into a syncopaton of the metrical
accent 2

End-thyme (antanuprase) 1s a universal feature of the couplets, It
serves to mark the close of each metrical cycle. This consistent use of end-
rhyme is rare in classical Sanskrit poetry, though internal rhyme is com-
mon, as it is 1n the kdvya verses of the Gitagoyinda.2?

The emunent erine Anandavardhana warns that a poet's preaccupation
with repetitions of sound, hike word-play, alliteration, and assonance, is an
obstacle to the production of erotic mood® But most Sanskrit crtics

consider these devices essential to the sweetness of

poetry (madhura,
= 24 1
mddhurya) ** These critics scem to agree with the practicing poets that

sense and sound must complement each other to create intensity in the
expression of erotic mood. ’

"The entire Gitagovinda abounds in various fo,
as rhyme, The repetiion and shftn,
(taste), madhu (honey),

rms of word-play as well
"tung meaning of key words like rasa
and vildsa (seduction), relate levels of content

—_———
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within the poem and often expand the context of a verse or song.
Jayadeva puns on the names of certain meters he uses in the kdvya
verses.” He plays on the names of heavenly nymphs to describe Ridha
(X.14). He plays on the epithets of Krishna, especially Madhava,
Madhusiidana, and Hari, The poet's own name, Jayadeva, which is also
used as an epithet of Krishna, is repeated as the poet’s signature at the end
of each song2®

The grammar of the songs is simplificd. Certain forms are repeated
frequently. Prominent are the locative, which is often used in its absolute
function, the instrumental, and various participles. In the tenth song, un-
varying grammatical parallelism governs each of the couplets.

In the Gitagovinda repetitive patterns of sounds, syllables, words, and
phrases serve to reinforce and supplement the metrical structures of the
songs. All Sanskrit poctry contains gencrous 2amounts of sound elabora-
tion (fabdalarkdra); ®" in the songs of the Gitagovinda the redundancics
are incessant, complex, and multileveled. They create a sensuous surfacc
of verbal ornamentation that suggests comparison with the sculptured
surfaces of the medieval Hindu temples of Bhubaneswar and Khajuraho.
In the rhythmic disposition of a basic ground plan and the superimposi-
tion of repetitive shapes along a vertical axis, each temple moves to a
pont of intense concentration, where it simultaneously plunges into the
womb-house of the deity and transcends itself.?® The intricate vertical
and horizontal design that emerges 1 the Gitagovinda from the repeti-
tions of metrical units, refrains, rhymes, alliterations, technical words,
puns, and syntacuc devices unifies the entire poem and concentrates its
movement.

All known manuscripts of the Gitagovinda indicate the names of vari-
ous rdgas, or melodic patterns, for individual songs. The Indian rdga is a
melodic formula that includes particular embellishments and tone colors.
The technique of smprovisation, which 15 essential to the formal presenta-
tion of a riga, uses dense combinations of grace notes and microtonal
ornaments. The rdga, 1n the form of either a song or an instrumental
piece, is idenufiable in performance by its charactersstic turns of phrase
and dominant tones. In theory, every raga is associated with a particular
mood, time, and seasonal setting.?*

The songs of the Gitagovinda are sung in regions of eastern 2nd south-
ern India in a variety of different ragas® Although the oldest manu-
scripts show striking agreement in designatng a group uf. _clcvcn dif-

sgas for the twenty-four songs, there has been no traditional trans-

ferent 3
. —————
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mission or notation to assurc that these hames designate the same melodic
patterns they do in later times. The fact that many commentators are
preoceupied with defining the ragas in terms of Indian music theory sug-
gests that the songs were variously interpreted throughout their history.

3 Jayadeva's Language for Love

Poctry is distinguished from ordinary modes of specch by the controlled
and stylized ways it strives to transcend the limits of ordinary language.
‘The lyrical techniques of Jayadeva's songs combine with the conventional
language of Sanskrit erotic poetry to express the intimate power of divine
love.! As Jayadeva's elaborates the passion of Ridh3 and Krishna, he cre-
ates an esthetic atmosphere of crotic mood (frAgdrarasa) that is bliss
for devotees of Krishna. The poet’s aim is implied in an opening verse of
the Gitagovinda (14):
1f remembering Hari enriches your heart,
1f his arts of seduction arouse you,
Listen to Jayadeva's speech
In these sweet soft Jyrical songs.
The relation between esthetic and spiritual experience is made explicit in
the signature verse of the final song of the poem (XIL1g):

Make your heart hetic to Jayadeva's spl

did speech!
Recalling Hari’s fect 15 clixir against fevers of this dark time.

She told the joyful Yadu hero, playing to delight her heart,

The concept of mood, rasa, is at the heart of all Indian artistic expres-
sion. Rasa is hiterally the taste or flavor of something. The rasa of a verse
3

song, dramatic scene, or musical performance 1s the flavor of a

Crhiyibhtnsy, Somshi pervading

. poets and cnities came to realize the
unique power and the esthetic potental of sexual passion (raubhdva) in
1ts aspects of pain and pleasure.? The erotic mood that emerges from pas-
sion was expressed n the anuthetical modes of “separation” (vipralam-
bl:.a:’yriga'ra) and “c on” (sambhog rngara). To experience
this mood in the 1nterplay of 1ts two modes was considered the hl:):ic ht of
esthetic joy? Jayadeva created the religiously potent atmosphere Ef the

Gitagovinda by gxplonng the poignant mood of separation within the
broader play of divine Passion 1n consummation,
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Passion is transformed into crotic mood when a poet distills essential
qualities from the confusion of spontancous emotion and then patterns
them according to universalizing rules of composition. Passion is made
palpable through sensuous descriptions of movements and physical forms. -
Seasonal changes in nature and bodily signs of inner feeling are colored
richly to create a dense atmosphere of passion,! The theorists dictated that
the gestures exposing a character’s mental states must be subtle, expressive
enough to arouse a sensitive audience but hever so crudely detiled that
they stimulate wanton desire.” In the Gitagovinda, this restraint functions
to make potentially pornographic subject matter the material of esthetic
and religious experience.

In Jayadeva's environment of springtime (serasavasanta, 127 *), Ridhi
and Krishna are vehicles (¢/bhdva) for the universalization of erotic emo-
tion, These youthful figures with gleaming flesh and lotus-petal eyes mani-
fest signs of emotion (vyabhicaribhiva, sittvikabhiva) to communicate
the passion of their separation. For Jayadeva, their longing and reunion
is the concrete example ¢” rehgious experience in which the disquieting
distinction betwecn “I” and “mine” verses “you” and “yours” is calmed.®
‘The esthetic expenence of their love is the means for breaking the imagi-
nary barrier dividing human from duvine.

The poet's direct presence throughout the poem dramatizes his view
that the discipline of esthetic perception 15 a way to enjoy Krishna's grace-
ful love. Each signature verse 1s a varianon on the idea that the emotional
states of Radha and Knishna have religious power through the medium of «
the poet’s lyric presentation.

Insight into Jayadeva's concepuion is found by following the way he
presents his characters through the.movement of the poem’s twelve parts.
After evoking Radha and Knishna in their secret erotic relationship and
stating his own aim, Jayadeva invokes the ten cosmic incarnations of
Krishna. He proceeds to present increasingly intumate aspects of Krishna's
relation to existence, focusing on the suffering he shares with Ridhi in
the frustration of their love. Krishna's ecstatic reunion with Radha within
the forest thicket 1n springtime allows the poet's audience to witness the
center of existence. The vision (darfana) of Krishna revealed through
Ridha at the end of the poem 1s a vision of the soul of hus erotic mood

(ckarasa, X1.24-31, song 22). Its effect is comparable with Krishna's mani-
festation to Arjuna in the cleventh chapter of the Bhagavadgiti. Radha's
heart, strengthened by the long trial of their separation and by the force
of Krishna's suffering, is filled with erotic mood (serasamanas, X1L1)
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that is the c ion (sambhogasriigara) of l‘hc cnflic, csthc.lic,‘l'.cli-
gious expericnce Jayadeva creates for himself and his audl.cncc. ’I'hns. vision
is contained within the structure of the poem, like the vision that chm'axcs
a worshipper's controlled approach to the deity in the womb of a Hindu
temple. On another level, the poctic perspective follows the movcment.of
Ridha's friend (sakh?), who goes between the parted lovers to describe
the condition of cach to the other. This perspective begins on Ridha's si‘dc,
but it subtly shifts to mediate between Radha and Krishna and bnng;
¢them into union. The friend, the poet, and the audience share the experi-
ence of secretly participating in the play of divine love
The Gitagovinda begins with a classical verse indicating the subject of

the poem.®

“Clouds thicken the sky.

Tamila trees darken the forest.

The night frightens him.

Ridh, you take him home!”

They leave at Nanda’s order,

Passing trees in thickets on the way,

Until secret passions of Radhi and Madhava

Triumph on the Jumna riverbank.

The place, the time, the characters, and their relationship in the poem are
superficially clear in this verse. But details of the episode are rich in sym-
bolism and have encouraged complicated interpretations of Jayadeva's
meaning.? Most interpretations turn on the identification of the speaker
of the first half of the verse and on the reference to Krishna's “fear” and
Ridha's role as his guide through the dark forest, The opening speech is
variously attributed to Krishna,'® Ridhi,'* Nanda,'? or even the friend
of Radha'® Jayadeva is characteristically ambiguous here—the many
voices that are possible in the verse all direct the sexual energies of Krishna
toward Radha, but each voice slightly shifts the quality of the darkness
and of Krishna's fear. When we hear Knishna's foster-father, the cowherd-
chief Nanda, address Radhi, Knshna’s youthful fear of the dark is sug-
gested. When we hear Radha speaking to herself, the words suggest a
woman sensing the sexual fear of her adolescent lover. When we hear
Krishna himself speaking he 1s courung Radhi 1n the veiled language of
love, where feigned fear is a device of seduction. The composite voice
furl?ler suggests that fear may relate to the cosmic age of darkness, the
Kali Yuga, for which the union of Radha and Krishna js the cure,*

Introduction 16



The darkness of the night in the forest is described in voluptuous sounds
and imagery that echo through the entire poem!® It is in this sccrer, |
sexually stimulating environment that Krishna and Radh3 enact the ini-
tial triumph of their divine love and then suffer the long night of separa-
tion that ends in their reunion. They follow the path through the forest
as a pair, which Jayadeva calls Radhi-Madhava.'® The triumph of their
passions occurs in this dual state, which is the defining structure of their
relationship in the Gitagovinda. The “home” to which Radhd brings
Krishna is a forest thicket (ku#ija), the secret place of their divine Jove,
in which they meet again at the cnd of their journey.

The erotic mzsricism of the Gitagovinda, which inspired the Vaishnava
saint Cartanya, wav interpreted allegorically by Caitanya's followers in
terms of the Sahajiya doctrine of devotional esthetics (bhaktirasa);*? they
used love as a metaphor whose primary reference was a metaphysical con-
ception. Although many elements in the Giragovinda are codified in the
Sahajiyd doctrine of love, this reading seems artificial, Jayadeva's verses
nowhere praise unbodied joy; they are explicitly sensual, Fnd celebrate the
sensual'joy of divine fove. Through imagery, tone color, and rhythm, Jaya-
deva interweaves levels of physical and metaphysical associations, and the
cosmic energy of Krishna's love with Radha 1s condensed into a rehigious
ecstasy.

4 Krishna: Cosmic Cowherd Lover

Krishna's mythology 1s ancient and complicated, emerging in the earhest
levels of the epic Mahkabhirata and developing through the varous phases
of Purapuc literature. The history and significance of the Krishna legend
has been analyzed in numerous scholarly studies; the summary that fol-
lows borrows freely from them.! . o

The process of Krishna's deification 15 discernible in cpic lu.craturc. In
the accounts of him 1n the Mahdbharata and the Hartvarmia, hl.S character
is a transparent composite of 2 cowherd hero and a tribal chief who is
also a form, or an incarnation (avatdra), of the god Vishnu. The {'mlﬂd:mc
and cosmic Jevels of his activity are interwoven in the narr_advcs to en-
compass elements from various sources 10 a compl.cx myfhlc structure.?
The basic account includes Krishna's miraculous birth, his concealment
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among cowherds to protect him from his demonic uncle Karhsa, his child-
hood pranks and miraculous deeds in the cowherds’ village, his youthful
sexual play in the forest with the cowherdesses of Vraja, his destruction of
demons, his defeat and killing of Karnsa, his role in the Bhirata war as
the cunning and unscrupulous counsellor-cousin of the five Pindava
brothers, and his violent death. In the Bhagavadgisa, he teaches a syncretic
religion of devetion to his Pipdava companion Arjuna and reveals him-
self to be the all-God, who is called Vishnu?® The fusion of Krishna with
Vishnu involved a transfer of many of Vishnu's epithets, as well as his
functions, to Krishna The divine-cowherd episodes of Krishna's legend
became the focus of the medieval devotional cults that emphasized erotic
mysticism, and in the process his divinity became disunct from the other
incarnations of Vishnu, Krishna emerged as the supreme god of the Kali
Yuga, the cosmic age of darkness.’

From ancient tumes, Indian culture has attributed extraordinary power to
names and the act of name-giving, especially the naming of gods. The tra-
dinonal practice in Hindu ritual of chanting a series of a god's thousand
names (sahasrandmasiuts) is evidence of this. Eputhets are characterizing
names, frequently taking the form of descriptive compound words (bahu-
vrihisamésa) in Sansknit. Although some epithets are petrified into obscure
ornamental formulas, most of them function to delineate the subject's char-
acter by evoking his deeds, relations, physical forms, and qualities.® The
particular names and epithets a sophisticated poet hke Jayadeva chose
from among the myriad names of Knshna must have been meant to set
the figure 1n a pattern of specific associations.

Most of Krishna's epithets 1n the Gitagosinda are traceable to older
sources. The epithet Bhagavat, Lord, which is prominent 1n the Mgha-
bharata, the Hanyarizda, and various Purinas and which 1s referred to in'
the utle of the Bhagavadgita, 1s notably absent in the Gitagovinda. Tts ab-
sence, along with the al.:stnce of terms like dharma, karma, and bhaksi,
‘Zﬁ?’{é'ffii th;csy:r\::twndﬂ;at Jayadeva was consciously distinguishing
cult ™ This ?s conscnan:p\}::th t:)em ‘h? ebrect of the orchodox Bhigavata

poet’s concentration on Kris)

relation to Ridh3, the 1solated figure who contrasts with th
group and who 15 1gnored 1n early Bhigavata texts ® The epithets Jagadita,
Lord of the ’\Norld, and Jayadeva, God of Triumph, are textually asso:
2‘;;;‘;‘;”‘5};;:‘5:“; :‘:’aih; ﬁ::)tp lrl:nu: :[1] the Gitagovinda. Their use in the
g the conceptual framework and

hna's special
e cowherdess

———
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movement of the poem. The epithets Dafavidhiripa and Dafakriikys, re-
ferring to Krishna in his ten incarnations, are similarly significant,

The various epithets are defined below, in order of their appearance in
the text of the poem, with references to other sources. Chapters and verses
in the text of the Gitagovinda are referred to by Roman and Arabic nu-
merals; an asterisk placed after a verse number indicates a refrain.

mapitava (Li; 1125 1V, 2%, 73 Vig; VILiz, 39; VIIL2%; IX2%; XLig*) lit-
erally means “related to madhu.” Madhu may mean “springtime,” or
“honey,” or “the progenitor of Krishna's own Yadu clan.” The relation
of the progenitor Madhu to the demon Madhu whom Krishna destroys
is unclear. Daniel H. H. Ingalls suggests that the whole myth of the
demon’ rests on a musunderstanding of the name Maidhava, “spring-
time.”® It may be that the “misunderstanding” was intended by story-
tellers to amplify the meanng of the epithet as it applies to Krishna. In
the Gitagovinda, madhu 1s used to mean “honey” (1.36; VI2; VILS; X.2%;
X1.18), “springtime” (1.46), and “the demon Madhu” (L.20). The epithets
Madhusiidana, “killer of Madhu” (las, 40; IL1z; VILg), Madhuripe,
“enemy of Madhu” (ILg, 18; V.1, 14; Vls; VILi3, 29; XllLg), and
Madhumathana, “tormentor of Madhu” (XI.2*) indicate that Krishna
conquered madhu, but 1t remains uncertain how madhu 15 to be under-
stood. If these epithets and Madhava are understood as a complex of re-
lated meanings, they seem to suggest that Krishna conquered and ab-
sorbed mnto himself the power of what he conquered, whether 1t was
“springttme” or “honey” or Knishna's own progenstor, all of which are
potentially dangerous and so “demontcal.” Springtime, persomified in In-
dian literature as the compamion of the god of love, 1s erotically powerful
and pamnful for parted lovers. Honey, the pnzed raw food of the forest,
is cited as an aphrodistac of power and danger 1n early brahmamcal ht-
erature.)® Lévi-Strauss offers an analysis of honey in South American
myths as a paradisucal seducer and disrupter of marital ties,"! and one
can see a parallel relatton between Krishna's seducuve, anttnomian sexual
behavior and his metaphoric association with honey. The conventional
Indian sexual 1mage of the bee actung hke a lover in producing and drink-
ing honcy further widens the meaning of Krishna's assocation with
honey. Bees are referred to in the poem by the common Sanskrit epithets
madhukara, “honey-maker” (1.27; VlIl25), madhupa, “honey-drinker”
(1363 V.43 XI4, 18), and madhuvrata, “busy with honey" (II.I). The

———
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dominant meanings of madhe thus provide a strongly erotic context for
the verbal play of Madhava and related cpithets in the Gitagovinda!®

visupeva (1.2) refers to Krishna's royal birth in the Yadu clan as the son of
Vasudeva and Devaki. It 15 a common epithet of Krishna throughout epic
literature??

mart {14, 5% 17% 27% 34 38% 39, 43, 46; 1L, 2%; 1V 9, 17; V.4, 15; VI,
6,7 VIL3, 7, 10, 14, 29, 38; 1X.1, 2, 4, 6, 8, 9; XI6, 8, 9, 13, 24*, 315 XIL1,
19) literally means “the tawny one,” but Vaishnava commentators inter-
pret it to mean “the destroyer of pain,” derived from the Sanskrit root
V/ hr.Hariis a common name of Vishnu in his cosmic form and his various
incarnations in the epics and Purdnas. It 1s probably borrowed from the
Vedic name of Indra, whose characteristics Vishnu and Krishna sbsorb!
The ambiguity of reference in the name Hari reflects the identification of
Krishna, as Jagadifa, with the cosmic form and function of Vishnu!® The

sumilarity between Hari and Siva's name Hara, “the destroyer™ (I1L11),
15 exploted by Jayadeva for 1ronical effect.

reSava (Ls*, 45; IV.r*; Villa*; XL1) means “long-haired.” It is tradi-
tionally related to Krishna's killing of the horse-demon Kefin*® Like
Hoar, it refers ambiguausly to Vishnu and Krishna in epic and Purinic
literature,

7acani$a (15*) means “Lord of the World." In the refrain of the song of
invocation, 1t indicates Krishna's cosmic supremacy. In the Jagannitha
cult of Onssa, which probably provided the context for the composition
of the Gitagovinda, Krshna is 1dentified with the compostte Buddhist.
Sawvite Vasshnavite form of Jagannathal?

pasavirarOpa (L1s) means “having a tenfold form It indrcates that
Kushna is at once all of the ten forms of cosmc power he assumes in his
awesome aspect (@$varya) 1 order to save the worl
by Dasalroctry (116}, The ten forms of fagadisa are a varant of the ten
ncarnations of Vishnu; 1n Purdnic literature Krishna instead of Balarima
1s usually the eighth incarnation The 1ncarnations were originally inde.
pendent legends that came to center on Vishnu as the preserver o)f, ord. :
when 1t 1 1mperiled. Varsous aspects of the legends are emphasized N
different texts. The content of the Gitagovinda song 1s e
any single sousces g 15 not traceable to

The awcs’om: aspect of Krishna, which the ten forms vividly portra
recedes as Krishna's lover-hero role (ndyaka) 1s elaborated 1n thz ;I)Joem tyo’

——

d. The same 15 meant
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dramatize his honey aspect (mddhurya) in relation to Radha, But the
cosmic power remains a background for the intimacy of the lovers
throughout the poem; the intimacy offers a dimension of cosmic power
on which human perception can focus. The complex and powerful mani-
festations of cosmic reality are concentrated in emotions that are carefully
patterned for esthetic experience.’® In the terminology of Indian estheti
the song of invocation to Krishna's tenfold form expresses the mood of
wonder (adbhutarasa), whose presence is essential to Jayadeva's religious
transformation of the mood of erotic love (frigdrarasa).®®
Jayadeva presents the ten forms of Jagadifa as follows:

1. MINASARTRA (1.5), the Fish-form, more commonly called Matsyiva-
tara. The ancient myth of the deluge and man's rescue by a giant
fish, which is told in the Satapatha Brakmana (18.1-6), is the basis
of later versions. The Gitagovinda refers to the theft-of the Vedas
from Brahmi by a sea demon as the former is entering the sleep of
cosmic dissolution. Hart takes on the form of a fish and, by means
of the deluge, destroys the demon and recovers the Vedas.®!

2. KaccHAPARDPA (1.6), the Tortoise-form. The Gitagovinda refers to
the creative power of the giant tortoise 1n relation to earth, an asso-
-ciation that is made in the Sarapatha Brahmana (VIls.1s). This
form is better known, as Kirmavatdra, for supporting Mt. Mandara
when the gods and demons chutn the sea to obtain the elixir of im-
mortality.2?

3. ukararOpa (17), the Boar-form, another name for Vardhdvatira.
The giant boar rescues the earth by raising it out of the ocean
depths on one of his tusks.*

4. NaRAHARIRGPA (18), the Man-lion form, another name for Nara-
sitivhdvatira. It is the form in which Hary desteoys the infide] King
Hiranyakasipu, who threatened his own son Prahlida with death
because of the son’s devotion to Hari. Hiranyakaipu had been
given a boon of invulnerability by day or night, by god, man, or
beast, inside or outside his palace, and to overcome it the god ap-
pears at twilight as a man-lion inside a pillar and reaches out to
dismember the king®*

5. VAMANARUPA (19), the Dwarf-form. The three cosmic strides of
Vishnu form the basis of the dwarf myth.*® The demon Bali, usurper
of Indra’s power, grants three paces of land to Hari when he comes
to him in the guisc of a dwarf. Then Hari assumes his cosmic shape
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and traverses carth, atmosphere, and heaven. The Gitagovinda re-
fers to Hari's wet feet, which the demon, in his hospitality, has
washed to welcome his guest.?®

6. surcuratiOra (L.10), the form of the Bhrgu chief better known as
Parafurama, “axc-wiclding Rima,” who reestablishes order in the
world by putting an end to the tyranny of the warrior class.??

7. RAMa$arTRA (L11), the form of the “charming” Rimacandra, Prince
of Ayodhy3, who is alternately called Raghupatiriipa. He is the
hero of Vilmiki’s epic Rimdyana and of the Rémapakhyina of the
Mahabharata (111258-76). His purpose as an incarnation of Hari is
the killing of the ten-headed demon king Ravapa, whose evil power
threatens the world. The abduction of his wife Sita by Rivana and
his defeat of Rivana and Ravapa's general Dugina, “the corrupting
one,” are referred to in the second song of the Gitagovinda (1.16,
22).28

8, naLapHarARDPA (L12), the form of the plowman Balarima, elder
brother of Knshna. Haladharasodara, “brother of Haladhara,” re-
fers directly to Krishna (V1I.28). Balarima and Krishna are alter-
native incarnations of Vishnu in some texts; in other texts they are
both partial incarnations, each representing a hair of Vishnu, one
white and one black?® Balarima is known for his addiction to
wine, paralleling Krishna’s addiction to women. The Gitagovinda
refers to the episode where he drunkenly orders the Jumna river 1o
move close 5o he can sport there. When the river fails to obey, he
throws his weapon, the plowshare, into her and makes the river
bend to him®®

9. BuppHASAKIRA (1.13), the form of “the enlightened one,” Gautama
Buddha. Buddha is not an incarnation in the Mahabbdrata or the
Harvathia, but he appears as such in the texts of carly Purinic lit-
erature® The orthodox Hindu view stresses that Buddha’s em-
phasis on moral values, as opposed to Vedic ritual, is valusble only

in. confusing men and fostering the social chaos that marks the de-
c}me of the Kal.x Yuga.A Jayadeva's hnking of Buddha's condemna-
tion of Vedic ritual with his compassion for ammal vieums is a

more positive view, consonant with the s

, v yncretism characterizin
the worship of Krishna as Jagaditan the Gitagovinda 32 ¢

10. xfuué/\ﬁmt (L14), the form of the avenger, Kalki, who appears
with a }alazmg sword on a white horse at the end of the Kali Yuga
to punish barbanians and sinners3* ®
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KR¢NA is anglicized as Krishna in this volume to render recurring reference
to the hero of the Gitagorinda less artificial for English readers (116, 26;
Iao; VIIL3, 7; X5 X1La2t); it literally means “black,” or “dark.” It is
a prominent name of the epic hero who is identificd with Vishnu in the
Mahabhdrata and who is counted as one of the standard incarnations of
Vishnu. Krsna Devakiputra is mentioned in the Chdndogya Upanisad
(HL17.6) as a pupil of the mythical teacher Ghora Angiras; scholars have
made much of the reference, but it is too isolated to be significant. In the
Gitagovinda, Krishna is Jagadifa, the cosmic power of the Dark Age. His
relationship with Radhi is set in the context of his youthful adventures
among the cowherds and his adolescent erotic play with the cowherdesses
in Brindaban forest3

javapeva (L17*) is interpreted as a dependent compound (tarpur
meaning “God of Triumph.” This is derived by reading the refrain of the
second song as jaya jayadeva hare, “Triumph, God of Triumph, Hari!”
to parallel the refrain of the first song, which is jaya jagadifa hare, “Tri-
umph, Lord of the World, Haril"** The commentator $aiikaramiéra, re-
ferring to the opening verse of the poem, points out that Krishna's tri-
umph as the hero (ndyaka) of the Gitagovinda is in sexual play (keks).
Ridhi is called “Love’s living goddess of tnumph,” anarigajayasarigama-
devata (11L15). The epithet of Krishna 1s identical with the name of the
author of the Gitagorinda. In this function, Jayadeva occurs in the sig-
nature stanza {bhanita) of each song, as well as in some verses (L2, 4, 15,
24, 34, 45; 119, 18; 1lL.10; 1V, 18; V.6, 153 VLg; VlIlL1o, 20, 29, 38; VIIly;
1X.9; X.9; XLy, 21, 315 XILg, 19, 21, 22).%¢
HaNtsa, (1.18), the Indian wild goose, which migrates to the Himalayas every
spring to mate on Lake Minasa, according to legend. It is symbolic of
the Universal Spinit (parabrahman). Manasa also means “mental” and the
poet’s reference is to Krishna as the Universal Spirit in the minds of sages.
Murirt (1.37; V.z; VILar, 22%; X1}, or Murauafrm (X.9), means “enemy
of Mura.” Mura is a demon who is associated with another demon named
Naraka in the Makabhdrata (159, etc.), as in the Gitagovinda (1.20).27
piravasana (1.38; 117), or Pitambara (X1l20), means “wearing a yellow
cloth.” It is an ancient epithet of Krishna, referring to the light garment
that contrasts with his dark skin.®®
vananiun (138; V2%, 8% VIL31*) means “weanng a garland of forest
flowers” and symbolizes Krishna's sensual presence in the forest.3®
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covinoa (IL1g; V.rz; VI1; Xl23; Xllar) is probably a Prakritic form of
gopendra (gov’ inda), which means “chicf of the cowherds.” It can also
be derived from go Vesd to mean “protector of cows.” ¥* In cither case,
the epithet rcfers to Krishna's adolescence in the forest among the pastoral
people of Vraja, the period of his awesome feats of strength, seductive
flute playing, and sexual rites. The title Gitagovinda has these associa-
tions; the young dark lord of the forest is the subject of the poet’s singing.

keénatiana (IL11*) means “tormentor of the demon Kedin,” In the Hari-
varnfa (62.69), Kedin is called “the meancst of horses,” turagadhama.!t

xasssart (111L1) means “enemy of Karhsa." It refers to the rivalry between
Krishna and his uncle, the demonic King Karhsa.*?

urENprA (IV.20) means “Indra’s younger brother.”** In the Gitagovinda
verse it is used to form a pun on the name of the meter upendravajra.

yawirpANA (VIL12) means “exciting to men.” It is a common epithet of
Krishna in the Mahabharata, the Harivarnfa, and the Bhigavata Purina.

NARRYANA (X112%) Dterally means “related to nara, man.” In the Satapatha
Brihmana (XI113.4.1) it is an epithet of Purusa, the primordial man.
Throughout the Mahabharata it is the name of Vishnu or Krishna in the
role of cosmic creator*

YADUNANDANA (XTL12, 12*) means “joy of the Yadu clan.” Like the epithet
Vdsudeva, it refers to Krishna's royal birth.

In addition to the epithets that Jayadeva chose to characterize Krishna,
references to characters, places, and events from various Vaishnava myths
are used to expand the context of the poem. The role of Krishna's foster-
father, the cowherd-chief Nanda, 1n the opening verse is barely indicated
by the adverbial compound nandanidesatak, “at Nanda's order.” But the
presence of the name emphasizes that Krishna 1s young as his sexual
play begins*® References to Knshna's defeat of the serpent-king Kahya
(L19g) *® and the bird-demoness Piitanika (VI11.8) %7 evoke heroic evcryts
of his legend. Kaliya was punished for befouling the Jumna waters and
Pitamka was killed when the baby Knshna sucked her life from her b;
taking the poisoned breast she offered him. Garuda (1.20) is the anth ‘
po;l:rphizc? ;aglc who usually serves as Vishnu's vehicle 48 e

e sexual freedom enjoyed by the adolescent ¢ i i

Krishna's suzplc bamboo flute, which 15 called ;":’"lz‘d(;;;).”fll}’zlliﬂ)i :{

veny (V.9).** Like the flower arrows shot by the god of lo:le, K’ris%na's

—_—————
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magical flute is an adolescent instrument for arousing and sustaining
sexual desire. Both the arrow and the flute, with their obvious phallic sig-
nificance, function in this way in the fnyths of many socicties.® The cul-
minating effect of Krishna's flute-playing is the ritual circular dance,
called rdsa (1433 112*), which he performs under the full moon of au-
tumn with the cowherdesses. ‘The common version of the story recounts
Krishna's seduction of the cowherdesses by the melodious call of his flute
in the woods of Brindaban (Vrndivana) on the banks of the river Jumna
(Yamuni)®* Krishna remains clusive, but promises to dance with the
girls in autumn, when the heat and rains are finished. On a night of the
full moon, Krishna goes toward the forest playing his flute. The cow-
herdesses follow and form a circle around him, like stars around the
moon. By his magic powet, he multiplics himsclf to dance with all the
cowherdesses at once®® This rite of autumn acts as a foil for his spring-
time play with his cowherdess consort Radha.

In Indian myth, spring is the ally of Kima, the god of love. The sexual
aggression of Love is portrayed in the myth of his body's destruction by
Siva when he interrupted Siva’s meditation with flower arrows to arouse
the divine ascetic’s desire for Pirvati, the daughter of Himalaya. In his
relation to Radha, Krishna is both the object of Love’s attack and the
embodiment of Love’s creative sensuality.*

By representing his divine hero with a complex of characteristics known
from older religious sources, Jayadeva thus sets Krishna's relation with
Ridhi in a sacred framework. Knshna's relation to all living beings is
expressed through his ten incarnate forms, His personal spiritual relation
to human beings is expressed through the form of the flute-playing ado-
lescent cowherd. His intense spiritual intimacy with an individual human
being is expressed through the divine sensuality of hus love with Radha.

As the divine Jover and object of the poet’s worship, Krishna is the em-
bodiment of eronc mood (rrgaramirtiman, 146) and the essence of

esthetic experience (ckarasa, X1.24*). His relation with Radh epitomizes
the classical pattern of erotic love in Sanskrit drama and poetry. Krishna
is referred to by standard forms of address given for the dramatic hero

(ndyaka) in Bharata’s Nityatastra, such as “beloved” or “lover” (kanta,

ViLix, Xllio, 11; dayita, L4, VIL17, 30; priya, V.21, Va6, VIl30,
VIIL1, X1z, X132 33 XI5, 13 vallabka, VII.302,“‘ “cheat” (kitava,
V1.10) and “rogue” (faths, VI130) 5 These familiar forms .of address
complement the sensuous surface that emerges from descriptions of
Krishna's ornamented physical presence and his manifestations of emo-
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tion. By such means the poet encourages his audience to approach the
divine lover through esthetic experience. The ingenious integration of
religious, erotic, and esthetic meaning that Jayadeva achicves in the struc-
ture of the Gitagovinda is basic in the character of Krishna too.

5 Radha: Consort of Krishna’s Springtime Passion

Radhi is one of the most obscure figures in carly Indian literature. Until
Jayadeva made her the heroine of his poem, she appeared only in stray
verses scattered through various Purdnas, anthologies of Prikrit and
Sanskrit poetry, works of Iiterary esthetics, grammar, poetry, drama, and
a few inseriptions. In the Gitagovinda, Radhd is neither a wife nor a
worshipping rustic playmate. She is an intense, solitary, proud female who
complements and reflects the mood of Krishna's passion. She is Krishna's
partner in a secret and exclusive love, contrasted in the poem with the
circular rdsa dance Krishna performs with the entire group of cow-
herdesses. Krishna disappears after this dance, deserting the cowherdesses;
but he stays with Ridhi to admire and ornament her. Her relationship
with Krishna culminates in their union and mutual “victory” (jaya) over
each other. In Jayadeva's view, the profound intimacy of Krishna’s con-
centration on Ridhi, in contrast with the diffusion of erotic energy in his
play with the cowherdesses, is the perfection of Krishna's nature?
Jayadeva’s reference to his heroine focuses on one name, Ridha (1.1, 26;
ILx; 1MLx; IV20; Vi VI2*; XL, 13, 14%, 24, 32; X1, XIL11) and its
diminuitive, Radhika (1.37; Ill2; IV.1, 11%; X9, XLa%; XII2*). Names
of Krishna's divine consort, such as $ri (125 1.23), Padmivari (12; X3
“X1z21), Kamald (1.17), Padma (125), and Laksmi (XI.22), occur to place
Radha in the appropriate cosmic context. Ridha's role as the female
counterpart of her lover is consonant with the meaning of her name,
which is related to the word rédhas. In Vedic and Puramc h(cralurc:
:a;:?‘:f and otjlcr forr‘x:As of \h: :oat Vridh have meaning of “perfection”
d “success,” even ‘wealth”? The Vedie god most closely associated
with rddhas is Indra, who bears the epithet “Lord of Success” (radhas-
patr)® In the Mahibharata and various Purinas, the rivale be .
Indra and Vishnu/Krishna results yn the \ransfc,rencc of ly lWCCX;
Indra’s great power to Vishnu/Krishna, Am h elements o
ong these ele
powers associated with Indra, such - g elements are female
5 as 511 1n the episode of the churning
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of the occant Indra lost $ri through a curse by the sage Durvisa and
Vishnu reclaimed her as his spouse. A’ similar pattern may well account for
Krishna's role as “Lord of Success” (radhaspati) in relation to Ridhd, the
feminine personification of rddas, This explanation helps to clanify the
parallclism between the pair Sri/Laksmi-Vishau/Krishna and the pair
Radhi-Krishna that is suggested in many stray verses antedating the
Gitagovinda. There is no need to construct fanciful etymolagies for the
word rddhd, but this has been the approach of the Sanskrit commentators
on the Gitagovinda and more recently of the linguist Sukumar Sen.® Such
accounts offer no clue to why the association between Ridh and Krishna
was made, '

In the absence of direct textual evidence it remains impossible to know
when and in what circumstances the RadhiKrishna pair originated.
What we find in the available Prakrit and Sanskrit sources suggests that
the poets and critics are dealing with 2 familiar subject. The name Radha

* seems 1o carry overtones of meaning from astral mythology. Altheugh
there is no reference to the pair in Vedic literature, the word radhd occurs
in the Atharva Veda (X1X.7.3) in relation to the two stars called vitihhal
Later references to rédha as the name of